In the late nineteenth century, new "racial science" shifted the way Jews were portrayed in popular culture. 12 Physical features became exaggerated, and the stereotypical "Jewish Nose," which had been associated with corrupt religious morality in both Jews and non-Jews during the medieval era, became associated with specific Jewish racial features. In 1879, Wilhelm Marr popularized the term "antisemitism," a word that exists in opposition to a nebulous idea of a "Semitic" race rather than being linked to any cultural, religious, or economic identity. 13 The conception of Jewishness as a genetic racial trait passed on regardless of adherence to a particular religion made any effort by Jews to assimilate into society all the more difficult. 14 The markers of identity (the racial scientist would claim) would show that they had been and always would be "Jewish," whether they practiced Judaism or not. The scientific racial discourse modified the mythology surrounding Jews, creating a new semiotic language to reinforce the old while reaping the advantages that came from the established tradition.
By the twentieth century, the concept of race merged with newer ideas about the nation and nationalism. At the end of World War I, the new order in Europe saw the breaking of older empires into states organized around the principle of national self-determination. While these polities were, in theory, nationally homogenous, in reality they contained multiple groups living within the same borders, causing great tension. In the Habsburg Monarchy, Jews had long 11 The idea of the Jew as a greedy figure also has its roots in medieval depictions of Jews. Due to the prohibition against Christian money-handling and the need for Jews to keep their wealth in cash to aid in mobility during a crisis, Jews were often associated with lending money. This perception quickly shifted toward an association of Jews with usury and avarice. As Lipton shows, the image of the Jew in the early Middle Ages was almost intrinsically linked to that of moneybags. By the time of Dreyfus, infamous works such as the "Protocols of the Elders of Zion," a fake text that supposedly details a secret meeting of Jewish leaders laying out their plans to take over the world's economy, began to make their way around Europe, drawing on these older images, updating them for a modern Europe. Norman Cohn, Warrant for Genocide: The Myth of the Jewish World-Conspiracy and the Protocols of the Elders of Zion (New York: Harper & Row, 1967) ; Sara Lipton, Images of Intolerance: The Representation of Jews and Judaism in the Bible Moralisée (Berkeley: University of California Press, 1999). 12 Such "racial science" was, in actuality, a pseudo-science that attempted to use objective measurements in order to achieve subjective delineations of race, often ascribing pre-conceived values to these different measurements as a means of achieving social or cultural hegemony (e.g., white supremacy). A brief history of this pseudo-science and how it relates to the development of racial views in Europe can be found in Michael Burleigh and Wolfgang Wippermann, The Racial State: Germany, 1933 -1945 (Cambridge: Cambridge University Press, 1991 , 23-43. 13 Volkov, Germans, Jews, and Antisemites, 82. 14 Geraldine Heng argues quite convincingly that racial structures did, in fact, exist in the Middle Ages; however, these structures differed fundamentally from later "scientific racism." It is certainly useful to recognize racial structures in the Middle Ages, as seeing race solely in the context of the nineteenth century's biologically-defined racism merely perpetuates and, perhaps, legitimizes these modern structures by engaging the racist discourse on its own terms and, thus, obscuring the constructed nature of race itself. Nevertheless, Jews were afforded a degree of theoretical permeability within these medieval racial structures that was not possible within the biologically defined racial structures of the nineteenth century. In practice, of course, this permeability often broke down, especially when power over Christians was at stake, but the ambiguous nature of this racial identity (Heng classifies this as a "hybrid" or "queered" identity) nevertheless existed in this society in such a way that would not be possible within a biologically determined framework. Geraldine Heng, The Invention of Race in the European Middle Ages (New York: Cambridge University Press, 2018), 15-20, 27-33, 76-83 enjoyed the ability to assimilate through their mutual identity as subjects of the emperor. However, with the collapse of Austria-Hungary, Jews were confronted with the pressures of exclusion in a newly nationalized Central Europe. 15 After the rise of the National Socialism in Germany, the Nazi propaganda machine, under the direction of Joseph Goebbels, began vigorously disseminating the idea that Jews were inherently insidious and bent on taking over all aspects of society. Nazi speeches, writings, films, newspapers, posters, and diverse ephemera-such as the postcards mentioned by Kurth-Sofer in the following interview-proliferated Nazi representations of Jews. The longstanding myth of a Jewish conspiracy blended with racial pseudo-science, formulating grounds for blaming all Jews (as a broadly defined race rather than religious group) for perceived transgressions against non-Jews. While the physical imagery depicting Jews became more intense in Nazi propaganda-often exaggerating the facial features of Jews to an extreme degree-the primary concern to the Nazis remained the supposed Jewish conspiracy. 16 Nevertheless, the ubiquity of antisemitic imagery in Nazi Germany continued to circulate within the German and broader European consciousness long after the Nazis had been defeated.
Antisemitic imagery today remains mostly within the same framework, borrowing from both racist Nazi propaganda and earlier conspiratorial notions of "world Jewry." 17 Antisemitic groups continue to appeal to apocalyptic views of a Jewish conspiracy, utilizing the same semiotic lexicon to bury the hateful nature of their argument and normalize it within the old mythological framework. By intentionally engaging with this mythology, Kurth-Sofer appropriates these images, effectively subverting the visual tradition of oppression and violence-both real and symbolic-suffered by Jewish people for centuries. Rosabel Rosalind Kurth-Sofer: What initially inspired me was this spontaneous drive to reconnect with my Jewish identity when I was an undergraduate at the School of the Art Institute of Chicago. I knew that I wanted to apply for a grant that would fund my art practice after graduation, so I was doing a lot of research on potential grant topics when I met a former professor for coffee. She had just gotten back from her sabbatical in Vienna and wanted to tell me about her travels. She told me about the Viennese cafes, and the Opera, and then she started telling me about her experience there as a Jewish woman. She had had a profound experience at the Jewish Museum's exhibition on antisemitica. 19 The objects were displayed facing a mirror in the back of the vitrines, so that that the viewer could see their own reflections alongside antisemitic objects. When she described the images on display, she seemed So, when I saw the anti-Jewish images for the first time, I was already interested in this Othered body. A body that is ambiguously animal but also so human and relatable. I started doing research on the history of antisemitism and started to re-acquaint myself with Judaic studies. And then I applied for the Fulbright grant. My initial vision for my project was a series of self-portraits. I thought that this idea of the half-human, half-other would be the most 18 The Tree of Life synagogue shooting occurred during Shabbat morning service at the Tree of Life (L'Simcha) Congregation in the Squirrel Hill neighborhood of Pittsburgh, Pennsylvania on October 27, 2018. White nationalist and antisemite Robert Gregory Bowers murdered eleven people and injured six others, making the Tree of Life synagogue shooting the deadliest act on record of domestic terrorism against Jews in the United States. Kurth-Sofer's mother grew up in Ambridge, Pennsylvania (where her father was a rabbi) and attended Yeshiva Acheitemimimnechamaminsky School and Hillel Academy in Squirrel Hill. Di Cicco has been a resident of Pittsburgh since 2013 and is pursuing her PhD in the History of Art and Architecture Department at the University of Pittsburgh. 19 The antisemitic objects on display at the Jewish Museum Vienna are included in the permanent exhibition, "Vienna and the World: Our Visible Storage," at the Dorotheergasse location. The antisemitic objects entered the collection of the Jewish Museum in 1993, when collector Martin Schlaff donated around five thousand objects of antisemitica in order to make the objects and documents available for research. Schlaff began collecting such objects to to remove them from the market and thus from antisemitic collectors. For more information, see "The Schlaff Collection," Jewish Museum Vienna, accessed July 9, 2019, http://www.jmw.at/en/collections/schlaff-collection. imagery strategically used animals that are unclean and foods that are forbidden to Jews, such as pork and shellfish or rats. Many of these caricatures involve pigs, which make for an ideal double-whammy of insult; pigs are not only filthy and un-kosher, but they're also considered greedy and gluttonous. The use of swine reflects both behavioral stereotypes and visual ones.
The creators of antisemitic images use sacred ideology against the Jewish body as a form of humiliation. It's just disturbing that a father would send his daughter a card to express his love, illustrated with Jews running from SS members carrying bats.
RDC:
The postcards seem so quotidian and playful, and yet they're charged with such virulent antisemitism, when it's meant to be a quick and easy, "Thinking of you. Love, Dad" RRKS: Yes, you see plenty of "Happy New Year!" or "Greetings from Slovakia" . . . I think this juxtaposition made the images more interesting for me and, at the same time, totally nauseating.
RDC: I think that many people would assume this hate imagery comes primarily from the Nazi era, from the late '30s or early '40s, but that's not the case. What are the other sources that these images come from?
RRKS:
Most of the work that I'm looking at does come from Europe, particularly Poland and Russia. It's more interesting for me to see the work that inspired Nazi ideology, rather than the work from the Third Reich produced under Joseph Goebbels, which we're more commonly aware of. In the archives, I'm mostly looking at images produced at the end of the nineteenth century and in the first half of the twentieth century. The collection doesn't concern itself with contemporary politics, so some of my visual research also comes from online archives with more contemporary material. Specifically, Ben Garrison's cartoons and contemporary propaganda in Arab newspapers.
A lot of Judeophobic visual sentiments can be found in medieval and early modern Christian manuscripts, some classical paintings of Jesus, and many portrayals of old testament stories. For instance, depictions of Jesus's circumcision make for very opportune creative license to explore distasteful Jewish caricatures. All of these I've had to source elsewhere, but the scope of the Schlaff Collection has driven this project from the beginning. The collection acknowledges that antisemitism existed far before Hitler came to power. I really appreciate that the Jewish Museum concerns itself with a history much broader than just the Holocaust. It chooses to celebrate Vienna as a city rich with Jewish history without having such a narrow scope as many other Jewish institutions do.
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RDC:
Clearly, your work connects to this longer history of hate imagery, but it also addresses the rise of nationalism and antisemitic attacks in our present. Could you discuss your Exodus Series and its relationship to history or time? RRKS: I wanted the time to be ambiguous because I'm not speaking to one story, but rather the many histories that seem to be in repetition. The Jewish narrative has been fairly consistent. As a people we've been wandering without place for millennia. So, time is important because it allows me to connect all of these instances of displacement and summates the entire The story is an emblem of Jewish resilience that we retell every year over Passover. Passover has been a contentious holiday throughout Christian history, because of its overlap with Easter.
Around this time of year, Jewish people were more likely to be accused of blood libel and the murder of gentiles for ritual sacrifice. Under certain circumstances, the fear was so heightened that Jews were forbidden from leaving their ghettos during the week of Easter. These blatant expressions of Judeophobia make our exodus story far more poignant and timely each year.
On Passover we celebrate our survival and honor our origin story. Through my series I'm illustrating that this idea of exodus is the state of Jewish existence, emotionally and physically.
Transition and assimilation are familiar to the Jewish people. With ink and pen, I'm depicting this liminal space that is neither static nor stable, but mobile and universal. We can't change the past, so I'm reclaiming it as foundational to our strength as a community.
In our conversations after the shooting, you were concerned that the work you were doing here, investigating this antisemitic imagery, may actually be contributing to the perpetuation of these stereotypes. How are you dealing with this concern? How has your perspective on your project changed after the Tree of Life synagogue shooting or after reconnecting with Judaism in Vienna?
RRKS:
Before the shooting, I assumed antisemitism wasn't at the forefront of America's issues any longer. I assumed this project would mirror more pressing issues like racial discrimination more broadly and xenophobia at the border. So, I really felt like my responsibility was to speak to the generalized Other, instead of the specifically Jewish body.
But when the shooting happened, I realized that the broader context of contemporary racism is rooted in the legacy of antisemitism. I proceeded to read about the history of antisemitism as a lingering sentiment, something that lies beneath and only resurfaces when democracy feels threatened. One quote I encountered in my research really stuck out to me. It was from Pilar Rahola, a Catalonian journalist: "Jews are democracy's canaries: they live and die to the 
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Rosabel Rosalind Kurth-Sofer, Exodus V, 2018. Pen and ink on paper. 9x11 inches.
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Rosabel Rosalind Kurth-Sofer, Exodus VI, 2018. Pen and ink on paper. 9x11 inches.
T h e C a n a r i e So, it is important to me that I use my body as a reference for the subjects in the Exodus series. This project is more than just an investigation of stereotypes, it's a personal exploration of my cultural identity, and, as such, I can only speak to my own experience as a white Ashkenazi woman. My personal family history is inherently implicated in this series, but I'm also using this series as a platform to extend the definition of family to anyone who shares my blood.
Throughout this project, I've been thinking a lot about the many facets of blood, as a concept and a biological principle. If you have Judaism in your (mother's) blood, then you're considered a Jewish person, regardless of religious belief. So, blood, in this case, is an integral part of Jewish identity. On the other hand, blood is considered dirty, and all meats must be cleansed of blood in order to be consumed according to Kosher law. Jews also have a rich history of being accused of blood libel, and many have been murdered for purportedly engaging in blood rituals for the sake of making matzah and wine. So, while blood is the very essence that connects many Jews together, it's still this contentious and awkward substance that reminds us of our struggle.
RDC:
In these self-portraits you often depict yourself as androgynous or, in some cases, RDC: Would you say the density of your compositions reflects this idea of excess and the stereotype of excess for Jews, as in Jews that are hoarding money, Jews that are hoarding these objects they're selling on their bodies, or carrying their lives with them in suitcases? RRKS: Yes, for a long time in many parts of the world, Jewish people were constrained to a lifestyle of trading and selling goods. So, in the Schlaff Collection I was seeing a lot of illustrations of Jewish people sitting on the side of the road, selling junk on the sidewalk, or carrying bundles of belongings, or cheating young boys out of the money in their pockets.
Jewish people would be depicted carrying around these carts or boxes hanging around their necks, with half a dozen hats piled on their heads, desperate for a buck. None of these objects were special or precious. But it's clear that the bodies themselves manifest the junk that they were trying to sell, stuff that no one really wants. It is a stereotype that exists today, that Contemporaneity: Historical Presence in Visual Culture http://contemporaneity.pitt.edu Jews are assumed to save money well in the hopes of becoming rich and powerful. But Jews collect more than money. We collect stories and hold on to objects that contain memories.
That's what this is all about.
When I bring these stereotypes to light, viewers have the opportunity to acknowledge their own preconceived notions. That's a really exciting side-effect of this series, when people recognize these stereotypes and have become familiar with these visual conventions. If Jewish stereotypes feel familiar to you, then you've been affected by antisemitism.
The fear and hatred of Jews lingers in sometimes the most unexpected places. We can't keep writing off contemporary Jewish oppression as trivial. It's important that we stand in solidarity with other discriminated people, people of color, people in the LGBTQIA community, Jewish or gentile, to fight the injustice that burdens the Others of society. The Exodus story is a story that every Other can connect with in some regard. This journal is operated by the University Library System of the University of Pittsburgh as part of its D-Scribe Digital Publishing Program, and is co-sponsored by the University of Pittsburgh Press.
